FOREWORD
Edvard Munch is a seminal figure in the history of modern art. His paintings and drawings have a unique ability to explore the mysterious depths of the human psyche. Best known for his iconic work
The Scream (1893), Munch had a successful and prolific career, enjoying great acclaim within his lifetime as Norway' s foremost artist. Yet the shadow of his early psychological torments and nervous breakdown inform all his work, and lend it a quality that make it unforgettable to experience.
Munch was greatly influenced by a number of artists over the course of his career, including Vincent van Gogh, Henri Toulouse-Lautrec, and Paul Gaugin. But his deepest affinity lay with the German Expressionist artists, many of whom subscribed to his view that "I do not believe in the art which is not the compulsive result of humanity' s urge to open its heart."
With this exhibition, we explore the interplay between the work of Munch and his German The curator of this superb exhibition is Dr. Jill Lloyd, who has organized so many memorable shows for the Neue Galerie, including "Christian Shad and the Neue Sachlichkeit" (2003) , "Van Gogh and Expressionism" (2007) , and "Vasily Kandinsky: From the Blaue Reiter to the Bauhaus, 1910 Bauhaus, -1925 Bauhaus, " (2014 . She was aided by the esteemed Munch scholar Dr. Reinhold Heller, the co-editor of this catalogue and himself the organizer of "Brücke: The Birth of Expressionism in Dresden and Berlin, 1905 -1913 " (2009 . Together, they have assembled an exhibition that is both rigorous and extraordinarily beautiful. Their contributions to this catalogue, along with those by Patricia G. Berman, Nelson Blitz, Jr., Jay A. Clarke, Nils Ohlsen, and Øystein Ustvedt, have resulted in a groundbreaking scholarly work.
Many lenders provided essential works, and I wish to thank all the museums and private collectors whose generosity has made this exhibition possible. These include the Munch Museum, led by Stein Olav Henrichsen, and the National Museum of Art, Architecture and Design, led by Audan Eckhoff, which generously allowed many great treasures to travel from Oslo to New York, as well as The Museum of Modern Art and its director, Glenn Lowry. We owe them a debt of gratitude.
Our deepest thanks are also due to collectors Leon and Debra Black, Nelson Blitz and Catherine Woodard, Pål Gundersen, and Dag Rustad for providing outstanding loans to the exhibition. A special acknowledgement is due to Patrik Steorn at Thielska Galleriet and to the Swedish Cultural Ministry for making the arrangement that allows Munch' s great painting The Book Family to travel outside Scandinavia for the first time. he also responded to their daring new style and drew on some of the same sources of inspiration that guided them. Alongside questions of direct influence (which obsess art historians but which artists frequently deny), we must be aware of parallel concerns with the preoccupations of the age, not to mention issues of affinity in areas such as temperament and attitudes to art and life that Munch and the Expressionists shared.
For all these reasons, the present exhibition is concerned not simply with influence from one generation to another, but rather with a dialogue between Munch and the Expressionists.
As Reinhold Heller and I collaborated on the exhibition, we agreed that we too would conduct a dialogue in this catalogue: I should look at the subject from the Expressionists' point of view, and he should represent Munch' s position. Inevitably the two sides of the coin are hard to split, but whereas Reinhold Heller will deal primarily with Munch' s involvement with Expressionism, I will set out to explore the Expressionists' attitude to Munch. Why did they seek out Munch in the first effects that could be achieved by leaving their works exposed to the elements. Munch' s "kill or cure" treatment whereby his works were subjected to leaks and accidents in the studio or executed outside in the winter months [ Fig. 7 ], corresponds to Nolde deliberately leaving his watercolors outside when he was working in Cospeda in 1908, although he almost certainly knew nothing of Munch' s methods [ Fig. 8 ]. Nolde recalled this episode in his memoirs: "Halffinished and finished pictures were scattered around, covered in snow, so that I had to look for them, and I was astounded at how the texture of the colours had altered in a dreamlike way under the snow. Sometimes I also painted on ice-cold evenings and I enjoyed seeing the colours freeze into crystal stars and rays. I loved this collaboration with nature, in which painter, reality and painting seemed to fuse into one entity."
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Issues of influence and affinity also occur in the colored prints. Heckel, for example, adopted
Munch' s characteristic method of cutting his wooden blocks with a fretsaw into sections so that he could apply different colors and reassemble the block for printing. The strong outlining and stencil-like appearance of Fränzi Reclining, 1910 [Cat. No. 18 , Fig. 9 
